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ABSTRACT

In a post-colonial world, one would expect much of the servitude of the past to have ended, but this is not
the case. In places such as the Bahamas new forms of neo-colonialism has come to exist specifically
under the guise of tourism. Writing amidst the end of colonialism in the twentieth century, Franz Fanon
argues that a black person exists in a liminal state. They must assimilate to the white society in order to
be accepted, but not so much so that it threatens whiteness. It is through Fanon’s writing on race that I
have developed a critical lens to view the tourism of the Bahamas. The Bahamian people are trying to
please the tourist who wants an escape from home, but in a place still similar enough that they don’t feel
discomfort. In an effort to create this fictional cultural performance for tourists, the Bahamian people
then mask some of their Bahamian-ness. If the tourism is a form of neo-colonial control how much does
Bahamian cultural performance on the tourists’ behalf change our actual culture?
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CHAPTER 1
INTRODUCTION

What happens to a culture when it is being performed for sale? My life and upbringing in the
Bahamas, specifically with a parent whose job was tourism based, has led me to see a major split in
Bahamian culture. Combined with COVID 19 which kept me away from home for two years really
allowed me to see my own culture from the outside and provided me with the ability to see this division
in Bahamian culture. My work focuses on creating an understanding for both the tourist and the tourer of
what is occurring, forcing them to take an active role. Either they go with the flow of the past or actively
make a change for the future. The predominant material of this body of work is fabric, in the form of
batik, screen printed tea towels, and screen-printed t-shirts. Included are basket style vessels made from
clay and sand, a material I have named grog ware. These making styles have major cultural ties to the
Bahamas and by taking the typical island imagery and colours and combining them with specific plays on
language I can allow those connections to be known to my viewer.
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CHAPTER 2
PERFORMATIVE CULTURE

What happens to a culture when it is performed for tourism? In my opinion, the Bahamian culture
is becoming weaker because we (as Bahamians) engage in a variety of disparate cultural performances in
different spaces. For instance, many Bahamians are surrounded by tourism because is our number one
industry. As a result, many Bahamians don’t go but a day or two a week without seeing a tourist. Due to
the mainstream media's perception of life in the Caribbean, tourists come to the Bahama’s expecting a
very particular type of experience. Tourists expect the entirety of the Bahamas to be a place of escape
rather than just a separate reality from their own. The weight of these expectations encourages the
Bahamian people to perform our culture to fulfill tourist desires. When we are expected to be a certain
way, we are limited in our ability to evolve. Tourism is an example of neo colonial control because it is
the weight of social expectation for Bahamian people to embody and support a fictitious Caribbean.
In some of my earlier works such as Let’s Be Real Here I had started to explore the presentation
of a masked culture, escapism and alcohol. This piece included a bar set up with an American bar book
filled with recipes for different alcoholic beverages open to the page devoted to the Bahama Mama. The
Bahama Mama is a fruity cocktail that includes coconut rum, gold rum, pineapple and orange juices, with
grenadine poured over ice. A piece of paper with a quick scrawl stating a ‘real Bahama Mama’ recipe was
placed on top of the open bar book. This drink, while delicious and perfect for a day at the beach, has zero
historical link to the Bahamas itself other than its current use of the name Bahama Mama. Hilariously
enough in the Bahamas the term has a completely different meaning. At home, a Bahama Mama is more
of a plus sized Mamie figure, head of the homemaking side of the family. It is so strange to have an
aspect of tourism devoted to the escapism that alcohol gives people. There is also a question of how does
the dependency on alcohol in escapist culture effect the people promoting it? Our understanding of what
it means to escape everyday life is then adjusted to accommodate the expectations of the neo-colonial
world. For instance, my parents come home from their jobs in tourism at 5pm and pour themselves an
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alcoholic beverage to relax. Is this promoted side of the Bahamas really the version of our culture that we
should be sharing?
That then prompts the question, what does sharing culture mean? Sharing culture means first
figuring out if whatever fragment of culture is being explored in this moment is or isn’t a part of a closed
practice. Closed practices are acts that you can only be a part of if you are a part of a community, these
practices often include a spiritual layer. Sharing involves a receiver, and once the receiver receives said
cultural information, the giver is no longer in control of what the receiver does. That receiver can do
anything on the spectrum from behaving like the fragment is precious and important to disregarding it. I
am left to wonder if we have closed off our practices and created a false narrative as a form of protection.
We have been the whiteboard experiment of the experiment for ages, our cultural ties are consistently
being erased with every new group that moves to the Bahamas except for those in control. What then
happens to those “cultural objects” that we consider important enough to present as ours for tourists to
remember us by when they leave their place? Is culture less important when it’s put up for sale? I don’t
want this to sound like I despise the idea of marketing oneself. I am the first one to tell people that want to
go to the Bahamas, where to go and what to see. Many of my friends would get brought home from
college on breaks so that I could share a piece of myself with them. There is a fault in our system,
however, because we bank so on tourism’s promotion of our happy people, our people are then forced to
fit into the mold of promoter at every corner.
In my Tea Towel series, I have been exploring language through the cultural objects for sale. In
the piece Fill in the Blanks (Figure 1), I use conversation to talk the viewer through the process of
discussing where you’re from when you’re with a stranger. When you’re from a space that’s a tourist
spot, you tend to launch into being an ambassador of your country every time you discuss it. Of course, I
don’t love every single thing about home, but I feel as if I shouldn’t be openly frustrated because it has
the potential to stop a person from visiting the Bahamas. It’s not as if our government forcibly encourages
this sort of attitude, it’s just the reality of being from a place whose economy only thrives if there are
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visitors. The practice of performing like a specific type of person reinforces all of the misconceptions or
narratives about a people or a culture. Do we, as Bahamians realize that we own this internal switch?

Figure 1. Jessica Cartwright, Fill in The Blanks. 2021

Economically speaking, culture has been and continues to be capital, and the Bahamian people
sell it every day. The issue we face is that we practice our culture differently in private, so then what are
the repercussions of that sale of ‘false’ culture? I explore this question through my use of clay and fabric.
Both items that are drenched in culture and trade, and they also change their form to exist in different
cultural spaces. The use of fabric in my work currently resides in the realm of representing current
cultural objects for sale and in this case it is a traditional tea towel. The tea towel is a traditional
household object in colonial life, an object of use that resides in the kitchen. Tea towels today are no
longer a scrap of fabric that paper towels have all but erased, but an item whose imagery exists to
showcase a variety of important topics ranging from history to design. The tea towel also lives in the
realm of tourism. Across the handle of my apartment stove is a colourful cloth that showcases the various
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wildflowers of Canada, and I inherited a few tea towels from my grandmother's various trips across the
globe.

Figure 2. Jessica Cartwright, Two Truths and a Lie. 2021

The tea towel Two Truths And A Lie (Figure 2) has three statements about the Bahamas that
could be true, but are also all kinds of crazy. Swimming with pigs in the Exuma Cays sounds like a total
lie, but at one point wild pigs were released into Big Major Cay (a gem in the chain of Exuma Cays). The
pigs have evolved over time to be more suited for swimming with turned up snouts and webbing between
their hooves. At the Adastra Gardens Zoo you can stand in a space while flamingoes (the national bird of
the Bahamas) run circles around you. The zip lining, one of the more normal vacation activities that ends
up being a lie. This child-like game pushes for interaction from the viewer, asking for them to educate
themselves to be able to play the simple game. The challenge that the viewers face in playing encourages
their participation.
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Often I get asked if my work has a purpose, and I’d like to think that each piece's purpose is to
reflect toward someone. I may be reflecting toward the viewer, I may be reflecting toward the Bahamian
people, and I may even be reflecting my own behaviors.
Gee’s Bend quilts (Figure 3) are beautiful fabric blankets that originated in a town named Gee’s
Bend in Alabama. Gees Bend post slavery was an area in which free blacks stayed and built new lives on
top of their old ones, much like the Bahamian people did. The community is surrounded with water as it
is in the bend of a river, keeping it somewhat secluded from other communities, much like the Bahamas.
The women of this community would create quilts together, sewing bits of fabric from clothing that was
no longer useful, breathing new life into their belongings. Once used for warmth, these quilts have now
become museum objects. Is the museum tarnishing the original, non-monetary value of the item if the
quilter’s intention was to never have them publically displayed? The quilters of Gee’s Bend are still
working, and the quilts are still being transformed by their display as museum/gallery items. It seems as if
they are no longer used as quilts at all but as tapestries.

Figure 3. A Gee’s Bend quilt.
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Gee’s Bend relates to the Bahamas as they are two water bound slave communities that built
lives upon that which they already knew and had. Androsia, a style of wax batik, is also being pushed
towards gallery display, similar to the quilts of Gees Bend . Part of the experience of the Bahamas is
Androsia because it truly is everywhere. Each community has found a way to market themselves to the
public to benefit themselves, but there is a major difference. The quilters seem to have shared their
authentic selves. Their quilts still tell stories like they did in the past, but now the quilts stories are being
shared on a larger scale. The majority of the Bahamian people were not wearing Androsia before it got
marketed to tourists as “authentically Bahamian.” The Bahamian people started wearing more Androsia
after it had become tourism fish food. The major difference that emerges between these two cultures is
also self-promotion. Bahamians promoted Androsia alongside the government because we needed
something to represent us, the quilts on the other hand were discovered. This discovery over marketing
means that the quilts are not only culturally accurate, but individuals have been able to control their own
narrative and they became representative of these people.
Bahamian artist Anina Major creates woven clay sculptures that hold the emptiness of the
Bahamian existence (Figure 4). She states on her website - “If [the Caribbean is] a place of any
distinctiveness, it is because it is a place where nobody is, in the obvious sense, ‘at home’, where
everybody is to some extent dislocated, and that sense of being ‘not at home’, or ‘unhomeliness’, is a very
modern kind of experience.” (Hall, 2000). Many in the region, and certainly in the Bahamas, live Hall’s
words and do not feel this place is “for them”, as Anina Major’s work deftly sinks into. (Anina Major
website). The Bahamas is not for Bahamians but for the tourists that spend moments in our waters,
running away from their real lives. The common understanding between my and Major’s work is that by
making our homeland a place of escape we have created a space devoid of us (Bahamians).
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Figure 4. Anina Major Plait No. 00205042021. 2021
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CHAPTER 3
ANDROSIA AS CULTURAL COMMODITY

My work also talks about the Caribbean diaspora which is heavily influenced by the slave trade.
Many of the black population of the Bahamas have ties to enslaved ancestors, and as a mixed woman I am
included in that group. Lineage is important in the Bahamas for multiple reasons, but many are linked
back to the country being small. Columbus landed in the Bahamas to begin his particular violent form of
Spanish colonialism. The Arawark Indians, the original settlers, were slaughtered by Columbus and many
Bahamians are descendents of enslaved Africans whose culture was decimated vis-à-vis the middle
passage and enslavement. This is partially why Bahamians have minimal culture. Is this why the
Bahamian people have set up a false narrative, are we hoping that when our culture gets ripped away that
it isn’t truly stolen? The neo colonial state that we live in is still controlled by the the former colonizing
government. This is also not a forced relationship, but an amicable one, which makes it difficult to see the
harm that is being done to us. Neo colonialism treats us more kindly than past colonialism but its effects
are no less detrimental.
The issue of craft versus art is also a conversation that emerges in my work because I am use two
materials familiar to the craft world: clay and fabric. Clay is oftentimes related to craft, as many potters
are working on form rather than concept. As a sculptor who uses clay, I allow the nature of the clay to
inform its use and meaning within my work. For instance, grog is a material that is ground up pre fired
ceramic bits, like the texture of sand. These bits of clay are added into wet clay that is then used to
enhance the strength of a sculpture. The issue with grog is that when you add too much, it actually makes
the clay weaker, and it continues to become weaker until the structure fails entirely. This is evident in my
piece Cultural Crumble II (Figure 5), where in the process of making the clay body, grog was added to
the clay until the plasticity and strength failed and the piece collapsed while green. I then chose to name
this clay body grog ware.
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Figure 5. Jessica Cartwright, Cultural Crumble II, 2021

The intention of this piece was to build it until it collapsed and repair the piece with something
that quite literally doesn’t fit – in this case it was fabric. The fabric section appears stronger than the
clay, and much like the false escapist culture of the Bahamas seems to be the prominent feature. I utilize
Androsia fabric to symbolize the false culture that the tourism side of the Bahamas puts on display. The
clay is indicative of true Bahamian culture. The Androsia does have great strength because it is quite
literally waxed into place, but also because of its role in bolstering the Bahamian economy.
Following independence from the UK in 1973 came with loss of British economic support and a
subsequent urgent need for industry in the Bahamas. Our push for tourism was natural since we were
already regarded as a popular travel spot. Our proximity to the United States made it an easy travel
destination for Americans. This massive flow of tourists lead the US to allow the Bahamian Dollar to be
$1-$1 with the USD, so most Americans use American money to buy Bahamian goods. This is one
example of the neo colonial being a positive, as they don’t need to change BSD to BDS as you would
USD to Euro. In one frame, this benefits the Bahamas because we have made it simple for the visitor. In
another frame, the visitor has no need to detangle the Bahamas from the US which further ensures the
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erasure of Bahamian culture in favor of Western fictional narratives. In the wake of independence from
the UK we became dependent on the US and its people so that Americans do not need a visa to visit the
Bahamas. This constant dependency pushes the Bahamian into a box that is aligned with the want of the
tourist.
In the same way that Dutch wax practices were presented to other island nations for use, Dutch
wax was also used to create Androsia fabric. This is a form of batik. The woman who created Androsia
was able to capitalize on its sale, and its original purpose for her was a business venture that could
provide jobs for women in a time where there weren’t any.
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CHAPTER 4
DIASPORIC CONNECTIONS

The Bahamian artist Jodi Minnis’s work, Not Your Bahama Mama centers on the mammy
archetype, the “Bahama Mama” saltshaker. During the Jim Crow era, the mammy, a racist caricature of
black women, was created and commodified to perpetuate the idea that black women enjoyed servitude
and domestic catering to white families. Within American society, the most identifiable mammy
archetype is Aunt Jemima. However, within Bahamian society, the prevalence of the items goes
unnoticed because they exist in tourist spaces as souvenirs. The Bahamas has a tumultuous relationship
with tourism, and in this body of work I am simultaneously reclaiming and rejecting this archetype.
Moreover, I am questioning the motive for the continuous perpetuation of the black woman and man as
these racist stereotypes in a country that stands on hospitality (Jodi Minnis website).

Figure 6. Nona Faustine, From Her Body Sprang Their Greatest Wealth, 2013

Nona Faustine is an artist whose work similarly enthralls me (Figure 6). Faustine is a
photographer that uses self-portraiture to challenge the very infrastructure that New York stands on. Her
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self-portraits are taken in different areas around the city that were deeply connected to the slave trade,
these include sites where slave auctions were held, farms and burial grounds. She stands boldly and
accusingly, nude but for a pair of white shoes on her feet, sometimes paired with shackles. The longer you
spend with the work, the more you experience a quiet reverence towards those who have experienced the
wretched past, who’s memories are hidden in these locations. I would be remiss to ignore the connection
between the pose that Faustine takes and Saartjie (Sarah) Baartman. There has always been a sick
fascination with black bodies in particular, and Nona’s nudity, forces the viewer to confront the bizarre
fascination head on. The influence of this work was toward the beginning of my graduate career but still
relates to my current work.
When I first got to Georgia Southern, my work focused mainly on feminism and how it relates to
the impressions left on the female body. I directly impressed rope into the chest of a bust to indicate the
marks left on women’s bodies from wearing objects like bras that are seemingly society mandated. I
forced the viewer to confront the ugly truths of women’s clothing, how they aren’t constructed to benefit
women but to push the sick fascination with controlling women. After that I created a work that was a
pair of bare feet in the position of feet that are in high heels (Figure 7). I used glass shards under the ball
and toes of the foot, and a large three-inch shard in the heel, indicating the discomfort that one feels when
you wear heels, and I had intended to provoke a conversation in the viewers mind surrounding the choice
to wear high heels, but it was aggressive, and too in your face to get the point across. Faustine is still an
influence, but I am currently looking more at the control this tourism industry has placed on the practice
of Bahamian culture.
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Figure 7. Jessica Cartwright, I’m only a little uncomfortable, 2020

In the beginning of graduate school, I had set out to create work that made a difference. My work
needed to talk about the issues that I had faced as a woman that men don’t typically receive. I made
impressions on the human form of my ceramic sculptures, creating obvious indicators of bigger issues.
One of the issues I touched on was the fit of feminine undergarments, and how those undergarments
almost always leave a mark on the body. The act of impressing upon the body is aggressive, and the use
of glass in my work is associated with cultural associations about glass such as the glass ceiling, sharp,
cold, pain. As I continued working, I realized that I could talk more specifically about issues facing
women, and I turned to issues facing Bahamian women.
Coincidentally, the COVID pandemic struck, and I needed to find a material that I could safely
work with within the confines of an apartment. I investigated Bahamian art styles and found Androsia, a
batik or Dutch-wax style of dying fabrics. Androsia is typically used in the Tourism setting of the
Bahamas, you can buy various Androsia items including clothing and home décor. For my first work with
this material, I created three Androsia tapestries that included quotes from politicians talking about rape.
At this point I was making work out of disgust for what I was reading in the Bahamian newspapers. My
later pieces continuously brought to light the nasty side of the Bahamas and just pointed fingers at that.
My work was only pointing out the problem. It was an aggressive stance to take, and I sounded like a
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person who doesn’t like their country. I am a proud Bahamian. If I as the maker felt as if my work was
too aggressive, how would the people of my home country see it? They would be more likely to be too
angry at my work to take anything from it. That set of tapestries blossomed a series of works that focused
on the colloquial language used in the Bahamas, and the difference in meaning based on location.
As my studio became available, I returned to clay, but at the most basic sense of the material.
Fragments of clay called grog were used to indicate the weight of a person in the piece Peas n Rice
Boongy (Figure 8), in the piece Touch Her Up, there were literal shards of a ceramic piece arranged on a
pedestal draped with fabric. Overly critiquing my culture was a problematic way to introduce people to
my culture. It seemed to make the viewer more resistant to want to know more, which was the direct
opposite of what I was looking for.

Figure 8. Jessica Cartwright, Peas n’ Rice Boongy, 2020.
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I can say that the pointed work I have created comes from my frustration in the slow-moving
nature of my country. When headlines in newspapers read Pastor dies in sweethearts bed while listening
to politicians discuss marital rape with the Christian Council like it’s a husbands casual right to take
sexual acts from his wife. I wanted my people to see how dingy and dirty their behavior was, as is
evident in the dirty fabric of the piece Sweethearting (Figure 9).

Figure 9. Jessica Cartwright, Sweethearting, 2019

Whereas clay was the material that I received a BFA in, at this point clay became another key to
indicate meaning. Using a fabric that was typically marketed to a tourism sphere opened me up to issues
facing the Bahamas as it relates to tourism and culture. Suddenly, I was seeing in a painfully obvious
way, that the way that we as Bahamians practice our culture in front of tourists is not how we practice our
culture in front of other Bahamians (or in private). It is imperative to mention that at this point, I had
spent two years away from the Bahamas. This is the longest time to date that I had ever spent away from
home and its influences. The distance from home allowed me to enter into a state of double
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consciousness. DuBois defines double consciousness as the internalized conflict that comes from a state
of looking at oneself through the eyes of the oppressor and I’m applying that theory to discuss looking at
one’s culture through the eyes of another. As a result, the flaws in the system of tourism in the Bahamas
seemed fatal and all consuming. My work took on a sharp, accusatory tone, instead of one that could shed
light. That accusatory tone was me, attacking my own culture, from outside of the Bahamas. My work
was not something I intended to show to a Bahamian. Accusatory work is great for certain things, but to
take on the practices of a culture for capital gain in that way would never encourage people to change for
the better. There was no space for viewer introspection. There was too much space for viewer blame.
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CHAPTER 5
EXPLANATION VS EXPERIENCE: DOUBLE CONSCIOUSNESS

If the Bahamas is a Caribbean nation with a major tourism industry, there comes a question of
demand and supply. The government controls how our image is broadcast across the world and has
chosen the slogan ‘Its better in the Bahamas.’ That motto promotes an escapist point of view and in turn
presents a country that exists solely as a manifestation of this mantra. ‘ It’s better here in the Bahamas’
ignored the reality of Bahamian life by stripping said country of its culture unintentionally. The target
audience for these advertisements are the people who go on vacation to clear their minds and expect an
escape to paradise. The paradise they expect is the place where food and drinks are served to you on the
beach. The low-pressure experiences that these visitors anticipate include things like looking in the
underground aquarium at their hotel that does not feature Bahamian specific sea life. In fact, many school
groups (my primary school included) go on field trips to the aquarium to learn about the sea life we don’t
see regularly. On one of these trips the tourists made us feel like zoo animals ourselves, seemingly
shocked to see a group of native schoolchildren.
The people who work in the tourism industry are working in a system that is controlled by both
the government & the tourists. In his book Black Skin, White Masks Frantz Fanon discusses the oppressed
black person who is less than because the world they live in is designed for the white existence. As a
result, the oppressed perform in a white way to fit into that white perception. Fanon also discusses how
the black person must not fully assimilate to the whiteness as then that wouldn’t be accepted. To apply
this to the Bahamian existence, Bahamians are looking at themselves through the eye of the tourist, in an
effort to ensure that we are the most desirable version of ourselves to be accepted by the tourist. If we
don’t give the tourists the experience they want, they will just find that experience elsewhere. To avoid
this, Bahamians perform for the tourists. We Americanize our accents so that we are easily understood,
we allow the USD to be spent in the Bahamas. The Bahamian people have been in a pattern of servitude
for so long, that it's only natural for that attitude to continue through tourism. The true raw Bahamian
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culture isn’t a place for escapism in the same way that the marketed version of the Bahamas is. We also
have a very large number of islands (700 islands and cays) so there are pockets of true ‘Bahamian-ness’
that have never been seen by the public. There is a whole version of ‘Bahamian-ness’ that’s defined by
region (family islands/out islands). If you are from that region you tend to have a thicker accent because
you haven’t had to soften for tourists.
Speaking to Kevin Cartwright, the director of Island Operations for Half Moon Cay and Princess
Cay and Island Manager for Highbourne Cay, who also presides on the council for the National Trust of
the Bahamas, he describes this dual consciousness as a necessity. “You can’t speak to the tourists the
same way that you speak to people, they don’t understand, or they get offended” he states, reinforcing the
idea that our own natural state is not good enough for those we are serving. His ability to code switch into
a more tourism Bahamian role allowed him to be pushed up the ranks of a career that has led to the
corporate level, where he interacts with more than just Bahamian staff. This has led to comments from
Bahamian staff about him using his ‘white voice’ in staff meetings now.
The dual consciousness comes into play when you feel like you are changing yourself to
assimilate but maintaining the original version to practice in private. Every time I introduce myself to
people as a Bahamian and someone has been to the Bahamas, they always say how kind the people are
there, so polite. That statement forces me into the performative side of the dual consciousness because
unhappy tourists don’t make for return visitors and the power of word of mouth is strong. Do I find
myself being polite/kind because I as a Bahamian represent my country to those who have never been
there? Yes, I and many other Bahamians outside of the Bahamas behave almost as ambassadors to our
country because of this.
What is your self worthwhen you’re selling yourself but the self you are selling is fake self
because, for a tourist, it's better than your real self? In part, I think that selling ourselves has a positive
side. The Bahamian dollar is placed at 1:1 with the USD. That alone encourages the American tourist
market (which is a massive market) because they do not need to exchange their money to spend while
traveling. Of course, the financial world is primarily digital at this point, but the Bahamian tourism
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practice was formed in the 70’s and has not changed very much in the time between then and now. In
comparison, the Jamaican dollar is worth $0.0064 of the USD. The Bajan dollar is sitting at $0.50 of a
USD. If we think about the culture of these places, most non-Caribbean people look at a Caribbean person
and label us with Jamaican characteristics. The Bahamian ‘yeah bey’ replaced in their minds by the
Jamaican ‘ya mon’. How is it possible that with an annual average of 7-8 million tourists coming into the
Bahamas the world still knows more about Jamaican culture? Jamaica's annual average is between 4-5
million.
It’s safe to assume that the pale experience of Bahamian culture had benefited the Bahamas
financially because, the Bahamas’ second industry is banking. With 278 accredited banks and minimal
taxes the Bahamas has become a place of financial fish tales (or offshore banking nightmares). The
Bahamas has been there to bolster the United States bad ways since prohibition days, when the rum
runners would run from store locations in the Bahamas to the then alcohol-free south. By being easily
moldable, we lost our own true form.
Some of the works I’ve moved on to have been the t-shirt series. This series consists of screenprinted t-shirts with pretty island imagery on the front to draw you into the words on the back. The words
of one of the shirts read “Can you hear me when I sound like you?” joined by the image of a Conch Shell.
The writing is in grey ink on a purple background, making it difficult to read, and drawing the viewer to
the piece. The words on the other hand pose a question that directs the viewer to a more critical selfreflection, but the most important being “are my biases making people less than?” The conch shell is an
item that people claim to be able to hear the ocean, but it’s a classic example of hearing what you want to
hear. Instead of hearing the ocean, what you’re actually experiencing is the sound of your own blood
rushing through your ears. When you’re constructing your own narrative of a space devoid of its context
one tends to make false conclusions. Within my artistic practice, I’m still working with the idea that the
assumptions we make about places and things can become damaging to those places.
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CHAPTER 6
CULTURE FOR SALE: THE EXHIBITION

This exhibition displayed my current works relating to this thesis. Upon entry you were greeted
with a large open space, front and center of which was a large wood dining table and two benches pulled
out, inviting the viewer to take a seat. The set-up of the tablespace was the piece Come By Me and its
purpose of being the first piece you see as you walk in the door was to bring a homely vibe into the space.
The viewers were invited to participate in the piece and thumb through the pages of the recipes. That
homely vibe was reinforced by the framework of the traditional T-bar clothesline that you saw behind the
left of the table and the high top to the right of that (Figure 10). Two of these pieces spoke of homely
because they came straight out of a home; mine. My adult home was represented in the dining table that I
had built as a multipurpose spot to create work and learn at during covid in my apartment. My childhood
home was represented in the white metal T-bar clothesline, straight down to the green-blue wire that was
up in my childhood backyard. It is important to note that much of the Bahamian population still uses
clotheslines as their main way of drying their laundry. The high top with the yellow pineapple print
tablecloth of the piece It’s Drunk O’Clock Somewhere brought the island backyard party feel into the
space, Bahamian escapism at its finest.

Figure 10. Jessica Cartwright, Come By Me, 2021
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Continuing toward the right of the space and continuing the thoughts of alcohol was the piece Not
Your Bahama Mama, which is a response piece to Jodi Minnis’ work mentioned above and a response to
It’s Drunk O’Clock Somewhere as they both represent different versions of the alcohol side of tourism
and the linguistic connections between the Bahama Mama drink and nickname. I am actively serving the
viewer these Bahamian cultural connections much like the Bahama Mama serves her family.
The dark Androsia print of Sweethearting is brought to light by its position near the other bright
Androsia works and the light of the windows of the space (Figure 11). The linear nature of fabric also
echoes the linear pattern created by the panes of glass. Vibrant coils of Androsia are inlaid in the
grogware of the piece Cultural Crumble II, but also echo a devastation in the interior. This devastation
harkens back to the grog that is marring the fabric in Sweethearting.

Figure 11. Jessica Cartwright, Sweethearting and Cultural Crumble II
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All of the Tea Towels are represented on the same clothesline setup. They are pinned staggered
on the lines so that they read as multiple individual pieces, a two-sided piece and a tryptic (Figures 12
and 13). At first the viewer is forced to face their ignorance in You know what they say about
assumptions… as they are asked questions. The questions continue in the piece I Just Don’t Get It! where
we see the question of why someone would live away from their home from both home and away. The
back side of the clothesline included the works Recipe for Code Switching, Fill In The Blanks, and Two
Truths and a Lie. This work reads in a way that walks the viewer around the entire piece and leads them
toward the next open area of the gallery.

Figure 12. Jessica Cartwright, Tea Towels Series, 2021-2022
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Figure 13. Jessica Cartwright, Tea Towels Series (side view), 2021-2022

Peas N’ Rice Boongy is hung so that shoulders of the dress start at my shoulder height, and sag
thoughout the exhibition. The pieces Cultural Crumble I (Figure 14) and She Get Touch Up include
broken shards of whole pieces and Androsia, so displaying them near each other enforced the continuity
of my ideas from the beginning of these works to others in the middle.

Figure 14. Jessica Cartwright, Cultural Crumble I
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The wall that displays the title of the exhibit also displays the piece Biggity, which is unlit, and
shrouded by the larger, seemingly more important other aspects of the show. Behind that wall was the
Culture Shop, which had three t-shirts printed in sizes small to three-x, and a few ceramic works that
were all for sale (Figure 15). The point of the Culture Shop was to allow the viewer to take a piece of
culture with them, without feeling guilty. It represented a space of positivity in the exhibit.

Figure 15. Jessica Cartwright, Culture Shop
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CHAPTER 7
CONCLUSION

I have used this body of work to gain a better understanding of the inner workings of my own
Bahamian culture. This has allowed me to make connections between our behaviours of performativity, or
putting on a mask and the strength of our culture. In the evolution of this body of work I have shown both
the positive and negative sides of this performance, However, I am ending on a note that states by
becoming so easily moldable by societies escapist expectations of the Bahamas, we have lost major depth
in our culture. The purpose of this work is not only to shed light on the issues we face, but to reflect the
actions of the viewer, the Bahamian, and myself as the artist.
Our actions are bolstered by the history of the land, as each group who’ve made the Bahamas
home have had their culture stripped away from them. Our actions are also a form of self-preservation,
but part of our performance is spilling into our presentation of self. Considering these ideas, those who
come to these works are forced with a choice: do they take time to understand the depth of the work, or do
they ignore the connections for the beauty of the item?
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